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PREFACE. 

The  36  Caprices  of  the  Italian  master,  Frederigo 
Fiorillo,  are  indispensable  for  the  higher  development 
of  every  violin  player,  whether  he  incline  to  the  classi. 
cal  style  or  to  that  of  the  virtuoso.  They  insure  certainty 
in  the  higher  positions,  dexterity  in  double-stopping  and 
in  the  stretching  of  octaves  and  tenths.  In  addition  to 
this  they  also  conlain  a  variety  of  figurations  which  es. 
sentially  contribute  to  the  training  of  the  left  hand.Those 
who  study  these  Caprices  will  find  it  of  great  advantage 
to  take  up  the  study  of  my  "Art  of  Bowing!'  a  practical 
and  theoretical  guide  for  developing  the  technique  of  the 
bow  and  for  acquiring  a  fine  tone,  at  the  same  time.  Tliere. 
fore,  in  the  little  explanatory  remarks  to  some  of  these 
Caprices,  reference  has  been  made  to  the  various  chapters 
of  this  Avork  which,  I  may  be  permitted  to  remark,  has 
been  most  warmly  received  by  the  leading  professors  and 
masters  of  the  violin. 

In  view  of  the  present  advanced  methods  of  violin-teach, 
ing,  my  revision  of  the  Caprices  is  very  minute  and  detail- 
ed. The  fingerings  selected  are  invariably  such  as  will  as. 
sist  in  bringing  out  or  producing  the  tonal- sequences  most 
clearly,  melodiously  and  to  the  best  advantage. —Other  pe- 
dagogic aids  which  I  have  adopted  and  used  are,  the  keep, 
ing  down  of  the  fingers,  the  simultaneous  action  and  glid. 
ing  of  the  supporting  finger  and  the  stopping  of  fifths.These 
are  aids  of  such  importance  that  it  is  necessary  to  mention 
a  few  words  about  them  here.  The  keeping  down  of  the  fin. 
gars  in  this  edition  is  indicated  by  1...  2. . .  3.. .4. . mean, 
ing  that  the  respective  finger  is  not  to  be  lifted  during  the 
time  indicated  by  the  dotted  line.  This  is  an  excellent  means 
for  strengthening  and  developing  independent  action  of  the 
fingers.  It  offers  additional  advantage  in  another  respect 
namely,  that  the  student  accustoms  himself  to  a  quiet  po. 
•ition  of  the  hand  which  in  turn  aids  in  the  securing  of  a 
purer  intonation,  as  with  increased  accuracy  of  measurement 
the  sense  of  touch  becomes  more  highly  developed.  The 
first  finger,  in  particular,  must  rest  on  the  strings  as 
long  as  possible,  because  it  forms  a  kind  of  arti. 
fical  s addle,  from  which  the  distances  of  the  greater 
and  smaller  intervals  maybe  accurately  measured. When 
the  fingers  must  be  shifted  in  otder  to  slur  two  notes  in 
different  positions,  the-isit  or  3".^  finger  should  simulta. 
neously  glide  along  the  string  lightly  and  rapidly.  This 
simultaneous  gliding  of  a  finger  is  indicated  in  this  edi. 
tion  by  1  i2  i  or  4  |3  y  In  this  edition   the  student 

will  also  frequently  find  the  notation  ^|  gj        or  even 

finger  rests  on  two  adjacent 

strings,  which  contributes  essentially  to  purity  of 


\  \  1 
1  1  \ 


intonation  and  perfection  of  slurring.  It  often  happens 
that  slurs  on  adjacent  strings  can  only  be  executed  smooth, 
ly  and  clearly  when  the  finger  does  not  leave  the  first  note, 
and  the  second  note  is  stopped  at  the  moment  of  shifting  the 
bow.  The  stopping  of  fifths  is  often  necessary  here.  A 
finger  should,  therefore,  never  be  lifted  without  necess- 
ity. 

I  will  only  add  that  the  teacher  may  let  the  pupil  stu. 
dy  these  exercises  in  increasing  order  of  difficulty,  and 
I  now  offer  this  edition  to  the  musical  world  with  the 
hope  that  it  may  aid  in  promoting  the  classical  school  of 
violin  playing. 

Emil  Kross. 


rOBTVOBT. 

Die  36  Gapricen  des  italienischen  Meisters  Fredo  rigo 
Fiorillo  sind  im  hoheren  Entwickelungs gauge  jedes  Gui. 
gers,  mag  er  sich  nun  der  klassischen  oder  virtuoseti  Rich, 
tung  ztitvenden  wollen,  ein  umimgdnglich  nothwendiges  Stu. 
diemverk.^  Dieselben  geben  Sicherheit  in  den  hoheren  La. 
gen,  Fertigkeit  in  Boppelgriffen,  in  Unisonos  tmd  Dezimen. 
Spannungen.  Ausserdem  sind  in  ihnen  marnichfache  Figu. 
rationen  enthalten  und  tragen  daher  wesentlich  zur  VervoU. 

kommnung  der  linken  Hand  bei  Von  grossem  Vortheil 

iiiird  es  far  diej enigen,  iuelche  diese  Gaprice?i  studiren,  sein, 
wenn  sie  tiebe-n  denselben  mein  Werk  „Bie  Kunst  der  Bogcn. 
fnhrwig^'  praktisch-  theoretisehe  Anleitung  zur  Ausbildung 
der  Bogentehhnik  mid  zur  Erlangung  eines  schonen  Tones,stu. 
diren.  Aus  diesem  Grunde  ist  auch  bei  geivissen  Gapric^t 
in  den  Anmerkungen  auf  die  betreffenden  Gapitel  dieses  Wt-r. 
kes,  welches,  nebenbei  bemerkt,  bei  den  bedeutendsten  Violin, 
p'ddagogen  und  Meistern  des  Violinspiels  die  ivarmste  An. 
erkennung  gef  unden  hat,  hingewiesen  %vorden. 

Was  nun  meine  Bezeichnung  der  Gapricen  anbelangt,  so  isf 
diese  in  BYicksicht  auf  den  heutigen  so  vorgesehrittenenStatid. 
punkt  der  Violinpddagogik  eine  sehr  genaue.  Bez'uglich  der 
Fingersatze  sind  immer  diejenigen  gewahlt,in  ivelchetidieTon. 
folgen  am  deutlichsten  u?id  u'ohlklingendsten  heraaskommen^ 
Bei  den  pddagogischen  Hilfsmitteln  ist  auch  das  Liegenln. 
ssen  der  Finger,  ferner  der  mitgleitende  Stictzfinger,sotvie  der 
Quinfdoppelgriff  ver.iaerthet  warden.  Fs  sind  diese  Hilfsynit. 
tel  von  derartiger  Wichtigkeit,  dass  wir  es  7iicht  tmterlasseti 
konnen,  hier  etwas  dar  'uber  zu  sage?/,.  Das  Liegenlassen  der 
Finger,  in  der  vorliegefiden  Ausgabe  mit  1. . .  2..  .3. .  .4...be. 
zeichnet,  (d.h.  der  betreffende  Finger  wird  wdhrend  der  Bauer 
der  Punkt e  nicht  aufgehoben),  ist  ein  vorz'ugliches Mittel zur 
Kr'aftigung  und  Unabhangigkeit  der  Finger.  Man  gelangt  da. 
durch  zu  dem  so  ivichtigen  Vortheil, sich  eine  ruhige  Handhal. 
tung  anzueigneu,  und  sichert  sich  auch  dadnrch'eine  reine  Di. 
tonation.  Letztere  deshalb,  weil  durch  das  genauere  Messen 
der  Finger  auch  das  Tastgef'uhl  feitier  ausgebildet  wird — Be. 
senders  ist  der  erste  Finger  so'lange  als  moglich  auf 
den  Saite7i  lie  gen  zu  lassen,  weil  er  e  inen  k  ilnstli. 
chen  Sat  tel  b  il  d  et,von  welchem  aus  die  Fntfernungen 
der  grossen  und  kleinen  Tonstufen  genau  abgemessemverden 
konnen.  Wenti  man  die  Applikatur  wechseln  muss,  um  zwei 
in  verschiedenen  Lagen  sich  befindende  Tone  zu  binden,  so 
gleite  der  1^  oder  der  2^  Finger  leicht  und'bhhende  auf  der 
Suite  mit.  Wir  habe?i  diese  mitgleitenden  Finger  in  dieser  Aus. 

gabe  an  den  betreffenden  Stellen  mit  1  \2  \,oder4  ^3  ^be. 

zeichnet.  Ferner  findet  sich  in  dieser  Ausgabe  ofters  die  Be. 

j^ste 


zeicnnung  ; 


.etc.  oder  auc 


ch~^-^^;d.h. 


der 


od.  der  2^J^  Finger  etc.  bleiben  im  Qui?it.  1  i  \  doppelgriff  auf 
zwei  benachbarten  Saiten  liegen,  was  wesentlich  inr  Rein, 
heit  der  Intonation  und  der  Sauberkeit  der Bindungenbeitr'agt. 
Oft  werden  Bindungen  auf  benachbarten  Saiten  nur  danyi  glatt 
und  sauber,  wenn  der^  erste  Ton  vom  Finger  nicht  verlassen 
wird,  und  der  zweite  ton  im  Aug«7iblick  des  Bogenubergang. 
es  schon  gegriffen  ist„  Auch  hierzu  ist  der  Quintdoppelgriff 
oft  sehr  nothwendig.  Mt^'  hebe  also  nie  einen  Finger  ohne 
Nothwendigkeit  auf. 

Indem  ich  noch  bemerke,  dass  der  Lehrer  den  Schiller  auch 
die  Gapricen  nach  fortschreitender  Schwierigkcit  studiren 
lassen  kann,  ubergebe  ich  diese  Ausgabe  der  mnsikalisehen 
Welt  mit  dem  Wunsche,  dass  sie  dazu  beitragen  moge,  die 
klassische  Schule  des  Violinspiels  zu  f  ordern. 

Etnil  Kross. 
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Passages  marked  for  up  and  down  how  should 
-be  played  in  both  ways.  The  fingering  and  the  po. 
sition  of  the  hand  are  to  be  retained  till  an  indi. 
cation  of  change  occurs. 

Special  Signs: 

V  =  up  bow. 
n  =  down  bow. 

g.  B.  =  with  the  whole  bow. 

M.=  with  the  middle  of  the  bow. 
Fr.=  at  the  nut. 

h.  B?=  with  the  upper  half  of  the  bow. 
h.  B«=  -^tkthe  lower  half. 

Largo  sostenuto. 

Whole  bow. 

Mi^  ganzer  Bogenl'dnge. 


3 

Stellen  T)ei  welchen  der  Bogenstrich  dben  und 
unfen  a/tgegeben  istj  werden  auf  heiderleiWeise 
gespieli.^  Der  Fingersatz^  ehenao  die  Handlnge 
ist  so  lange  beizubehalten,  bis  eine  neite  dies- 
bezYiglicJie  Anmerkting  Tcomvit. 

Besondere-  Zeichem 
V  -  Hinayfstrich. 
n=  Hernntersfrich. 

g.  B,  =  gn/izer  Bogen. 
M.  =  Mifte. 

Fr.  =  Frosch. 

h^B*?  =  finlber  Bogen  oben. 

h.  B^=  hnlber  Bogen  unten. 


Inrgnmente. 


Whole  bow.  ^  ^  \  i 

^  I  Mit  ganzer  Bogenl'dnge.  ^  ^  T^i* 

1-  gfri^  ?  I J  j-  f  I  rjp  ^  r  I  r~p  np    ^\(  rp  y  J3 


V 


largamente. 


1 


m 

^  In 

1  =■  ||1|H^ 

f  f 

— f'~ 

m 

m 

m  i 



i 

^h.B 

1 

scg, 

IC. 

W  1 

 J 

4 
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*^  All  the  shakes  in  this  study  must  begin  with  the 
higher  note.  At**)  the  most  difficult  of  all  shakes, 
the  accompanied  one,  begins.  Care  must  be  taken 
in  playing  that  neither  the  pressure  of  the  finger 
nor  the  stroke  of  the  bow  is  interrupted  or  disturbed 
when  the  accompaniment  begins.  To  avoid  this, take 
the  c  on  the  A-  string  in  such  a  manner  that  the2'l'i 
finger  can  easily  stop  the  f  of  the  accompaniment  on 
the  D- string  by  stopping  fifths.  The       finger  on 
the  A- string  must  strongly  touch  the  B- stilng.Dur. 
ing  the  eighth  rest  the  bow  should  only  be  slightly 
raised  from  the  D- string.  The  student  should  acquire 
this  difficult  shake  by  a  regular  division  of  the  strokes. 
He  should  practise  it  first  with  sixteenth  and  then 
with  thii;fy- second  notes.  When  well  done,this  shake 
ought  to  sound  as  if  played  by  two  persons. 


Maestoso. 


*J  Smmntliche  Triller  dieser  Caprice  sind  mit  dem 
oberen  Ton  zu  })eginnen.-  Bvi  ^*)heginnt  derscliweii. 
ste  der  Triller,  nninlicli  der  acconipagnirte.  Man 
acfite  hci  der  Auftf/ihrung  deraiif,  dass  der  Finger 
weder  in  seinem  Schlage,  noc7i  der  Bogenstrich  im 
Ziehen  durcJi  das  JEinsetzen  der  hegleitendenSti^n- 
ine  nnterhrochen ,  oder  ge7iemint  werde.  Man  seize 
dnJier  das  c  so  anf  die  A-Saite,  dass  der  zweite 
Finger  leicM  iin  Quin  fdoppelgriff  das  f  der  Be- 
gleitsti^mne  aiif  der  B-  Saite  decken  knnn,{mifhin 
muss  der  zweite  Finger  auf  der  A-Saite  die  B-Sdite 
fort  heruhenOWd'hrend  der  Achtelpause  muss  derBogen 
nur  ein  wenig  von  der  B- Saite  erhohen  werden.~ 
Man  mache  sich  diese  scliwierige  Trillerinanier 
durcJi  gleicJifnassige  EintJieilung    der  Triller- 
schlage  zu  eigen,  und  iibe  sie  zuerst  in  Sechszehn. 
tJieilen,  alsdann  in  Zweiunddreissigtheilen..  Bie^ 
ser  Triller  muss  gut  ge^nacht  so  klingen,alswenn 
ihu  zivei  Personen  ausfuhrten. 


Whole  bov 
Mit  ganze 

r  Bogenlange. 

Sp. 

•  p  j»  j»  1>  G 

f 

j^lX-  's^ 

a 

3 — 1 

m 

4 

^      n  m 

— 3  

Si 

-  *t  it< 

4 

m 

0 

 e— 

i  i 

» — 1 

— 1 — 

v;=  iff 
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Various  manners  of  playing  the  accompanied  shake. 
A iisf  iihrnngsarten  der  accompagiiirte?i  TrilleK 


a) 


TTTi  TTT\  TTf^  1  TTTi  T^^TTTi 


etc 


-^\i>  JJJJ Wj JJJJj^ 

 ^  --7^ 

etc. 


See  my  Art  of  Bowing"  a  practical  and  theoretical 
guide  for  developing  the  technic  of  the  bow  and  for  ac- 
quiring a  good  tone  chap.  18,  pp.  3G  and  37,  "the  stac. 
catoj'  and  chap.  19, "a  sure  method  of  acquiring  the 
staccato  in  a  short  time'.'  In  this  caprice  the  reg- 
ularly progressive  staccato  is  to  be  used  at  (a),  and 
the  staccato  interrupted  by  legato  notes  at(b). 

v^)  Published  hy  Carl  Fischer,  New  York. 


Allegro. 


Man  se/te  tnei/ie  „K/oist  der  Bogenf  iUivnng" 
(praktisclifheorefiHche  Anleitung  znr  Auahildung 
der  Bogentechnik  nnd  znr  Urlniigungeinessch'dn- 
enTo/is).CapiteIlS(Pag.36H.S7)  das  Staccato 
und  Capitel  19:  siehere  MetJiode^hald  ein  scJioues 
Staccato  zu  erlernen.-  In  di'eser  Caprice  findet 
a)  dan  gleicJi7n'assig  fortlaufende  Staccato  An- 
wendnng;  bet  h)  das  dure?!  Legatonoten  nntev- 
hroc/iene  Staccato. 


 — ^  tI 

.41  y  - 

segue.  L-i  - 

0 

m 

m 

■  -—^  * 

i-  • 

 '  

6 

For  the  proper  execution  of  double  stops  and  for 
stopped  fifths  as  an  aid  thereto,  see  Preface.  For 
the  bowing  of  double  stops  see  my  "Art  of  Bowing" 
chap.9,  p.  9.  *)  This  shake  also  begins  with  the  high- 
er note. 


Bezuglich  der  sicneren  Ausfilhrung  der Doppcl- 
grf'ffe  und  den  Qnintdopp  el  griff'  als  HaJfsviittel 
dazu  sieJie  Vorwort.-  Tleher  den  BogenstricJi  bci 
Doppelgriffen';sieJie  tneine:  j,Kunst  der  Bogenf'uhr- 
ung"  Cap.9  (Png.9)  *J  Dieser  TriJler  ist  wieder 
tnit  der  oberen  Note  zii  heginnen. 


1  3  1 


Moderato. 

g.B.  tB.  g.B. 


h.B.M.    3  0 


J  od:\'S  ^>   ^    (q  4; 


h.Bu 


h.Bu 


cresc. 


h.BU 


5 


 V  "H  r  ri  rl  I  r^\~f 


h.B" 


p 


3 


1^ 
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Sffl 


WL^JLZM 


Allegretto. 


N  le^sriero.  ¥^     ^  p 


^^leggiero. 


m-?  e  n-i 


ere  sc. 

•/  1 

 <^ 

g.B. 

Ft. 

 m- 

E 

m 

11 

— 
s 

•  '  

 -'^> 

-H=?  ^ 

r 

o  

o 

(L^         \\  \  |i|JlifJrrj|  liJI  IJIll^m  liJi  ilJIiUIIJI  IiJI^^= 


m 


i 


-tf- 


1 


ir 


(3  4  2^ 


9  S?' 


*)  As  to  the  use  of  stopped  fifths  for  securing  pure  in. 
tonation  when  playing  octaves,  see  Preface. 

6242.45 


(3  4  2) 


*>*  ITeher  die  Anwendung  dels  Quintdoppelgrif-'s 
zur  SicJier^mg  der  reinen  Intonation  beim  Octav- 
enspiel  siehe  Vorwort. 


8 

Andante  ! 

0  \       \i  t 

sciolto. 

tr 

1  cJ  I 

^  ^A 

/h.B9  3 

>  J  .  .  -< 
1  l^v^ 

ff*n  fd 


^-       4  h.BV  1 


5 


*) 
tr 


tr 


tr  ^tr 


tr 


^^JJJ^jJJ'^J^JJJ^JJJ'^Jl■ 


0  — =^ 


T 

S3 

7^ 

1 

ffif 

 1^' 

resc.  . 

"  1 

J' 

3 

r 

6- 

r 

4J 

r 

»  tr- 


tr 


-a—  a  m- 


a 


tr  tr  ti'  tr 


5 


m 


Execution: 

A  us  f  ilh  r  ung: 


These  shakes  also  begin  with  the  higher  note. 
,,Diese  Triller  fanecen  wieder  mit  der  oheren  Note  a?i. 


C.Fischer's  newly  revised  Editions 
of  "Instructive  Violin  Works" 

Rode,  P.  24  Caprices. 

Sevcik  O.  School  of  Violin  Technique 

Hfimaly,  I.  Scale  Studies.  *  Parts. 


10 


To  play  fhis  Largo  well  consult  my  "Art  of  Boav. 
ing;'  chap.  15,  pp.25  and  26/'the  study  of  tone -pro. 
duction';'  also  chap.  16,  pp.  28  and  29, "on  shading"'and 
various  important  studies,  concertos  etc.,  for  the 
study  of  tone  and  style  on  pp.  31  to  35.  The  shakes 
at      are  to  be  played  without  any  after- beat. 

^)  Published  by  Carl  Finch  er, Ne  w  York. 


Beznglich  einer  schonen  Ausf  uhrung  dieses  Lm- 
go  vergleicJie  man  meine^^Kunst  der  Bogenfnhrung'' 
Capitcl  ±6:  jDas  Studiiim  des  TonzieJiens''  (Pag.  25 
//.  26)]  ferner  Capitel  16:  ,^Von  den  Nnancen''(Pag. 
28  H.  29)j  sowie  verscJiiekene,f'ur  das  Ton-u/idVbtL 
frngsstudimn  wichtige  her'uJunte  Etuden, Concerto 
etc.  (Pog.  31  his  35).  Die  Triller  bei*)we7-den  o?i- 
ne  Nachschlag  ausgefuJii't. 


Largo. 

cspress. 


or:  n 
od:  " 


es press. 


^•^^ 

di^n.  '\ 


Allegro. 


9. 


With  the  upper  third  of  the  bo-\v. 
Mit  dein  oberen  Drittheil. 

1 


fj  J  ;^  tlf  Clf  ij  ^ff^i  ij^  dl'^^ 
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H  ^  _prrfiff:  I     -  rrf  f irf:  i  -^^.i-r^r^rr-r-  - 


m.  M. 

1 1^ 

2_ 

2 

ft 

1 1 

— » — i- 

— 1H« 

3 

^  a- 

ji 

rf—\ 

 »- 

4 

m 

• 

1/ 

2  2         2        T  V  3  2 


rr^rrrrf 

2me 

14 


Allegro.     3  • 


f 


10. 


i 


2 

rii=| 

2  3 

w 

2  4?  0 

4  0 

2  3 

2  2 

J  .    ^  ^    L 

2  3  1— r~i 

:  *  J  -  *  J  - 

^^ffj£r[&rrrir?;JJ^;jimi 

4               *             *             A                 *               *             *  i 

1  4 
— v  P  m — ii" — ""^^"^  *  1 1   ^  y  T  T  P  ^  ^  T — 1 

7? — rr.-,''  r^^i  n^J^  rP^i 

«/  [XI  UH  TTI — ^                ^' '  ^ 

-¥t  ^  V     m^m  T  T  ^  ^   

ir      L±i  uu^  □J  ^[iJ  LjJU> 

J^J,iu^'uiT'rri.^'itr^L'in' 

— _ — _ — ,j — 4  jq:  '^T'^  *  

i[7^ia^*«j^*  Jji    ^#  JS*  -fji^  tU**^! 

_ — 4 — J  jq^ — _4  J —  -1 

To  be  practised  at  first  with  broad  detached  bows 
with  the  middle,  and  then  with  detached  b  nvs  Avith 
the  upper  third  of  the  bow.  The  notes  marked  with 
tr\  should  be  executed  with  two  short  trills,but  they 
must  be  thrown  lightly  into  the  figure  without  dis. 
turbing  the  rhythm.  This  study  may  also  be  util- 
ized for  other  bowings,  for  which  my  "Art  of  Bow. 
ing,"  pp.  1(5  and  17,should  be  consulted,where75  differ, 
ent  bowings  are  given  for  the  quartole  rhythm. 


Znersf  7nit  hreifen  Defache  -  Sfrichen  in  dcr 
MiftCj  nladatiN  i/n  Dctac/tc  -  Sfrich  mu  ohcroi  Drif. 
the  (I  dcH  Bo  gens  zu  Htudiren,.*^Ai/f  die  Trilleti. 
not  en  kom?/ie/i  zivei  TrillerHc/ilfige^  jedoch  t/i'/'/s. 
sc/i  dieselhen  leicht  in  die  Fignr  hinein  gcwnrf- 
e/t  werden,  ohne  dieselhe  rlii/fhniiaeJi  zu  sfdren. 
Man  knnn  sic/i  diese  Caprice  nuch  noch  darch  An- 
ivetidmig  n/iderer  Sfric/in rtcn  niitzhar  'macJten 
i(nd  tveise  ic/i  zu  dieseut  Zuwcke  nuf  dns  St  rich - 
nrfeu  -  Begiafer  nieitier^,KuN:-if  dcr  BogeufuJirnug' 
(Pag.  Hi  U.17)  Jiin,  woselbsf  fur  den  Quart olen-Bhi/. 
fhuius  75  verHchiedcue  Sfricharte/i  zu fiudcn  siud. 
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To  be  played  with  the  upper  third  of  the  bow.  Other 
bowings  may  be  found  in  my  '^A.rt  of  BowingJ'  pp.  16 
and  17. 


1st  a?/i  obere/i  Bfittheil  des  Bogens  auszufiihren. 
Bezuglich  Anwendung  anderer  Stricharten  auf  die- 
selhen  sielie  tneine  ,^Kunst  der  Bogenfuhrung'<  (j^^S 
16  u.  17.) 
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This  Andante  illustrates  the  blending  of  the  notes 
as  in  singing,  the  same  finger  skipping  over  a  posi. 
tion.  But  this  gliding  into  the  required  position 
must  be  done  with  dexterity  otherwise  a  certain 
whining  of  the  notes  will  become  audible. -This  glid- 
ing again  occurs  in  the  Presto  at  *).  At**),  however, 
the  first  finger  must  glide  up  to  the  a  on  the A-string, 
that  is,  into  the  position,  before  the  fourth  finger 
can  fall  into  its  place  with  d.  The  opposite  is  tlu- 
case  in  the  next  bar.  Here  the  41^  finger  must  first 
glide  from  the  d  of  the  seventh  position  to  the  g  of 
the  third  position  before  the  note  el'  can  be  stopped. 
■But  in  both  cases  the  glide  must  be  done  so  rapidly 
and  skilfully  that  no  intermediate  note  is  heard:  the 
hearer  must,  on  the  contrary,  be  led  to  believe  that 
the  sliding  finger  has  passed  evenly  over  the  whole 
space  between  the  low  and  the  high  note  and,  con- 
versely, from  the  high  to  the  low  note. 


Das  Andnntc  hchnudelt  das  gesnngartige  Ver.  ' 
schinelzcn  dor  Tone,  indem  nia/i  tnit  donaelhon 
Finger  eitie  Lnge  uherspritigf.  Jedoch  vii/sa  das 
Gleifen  in  die  befreffende  Lage  tnit  ei/ier  gewis- 
se/i  Gcsv/iNu'Hdigkeit  geschehen,  daJnit  es  nicht 
eincin  gcwisse/i  Heiden  der  Tone  nhnlich  wird.- 
Ini  Presto  frilf  dieses  Gleiten^  hei^)  wieder  ein . 
Bei**)  jedoc/i  hat  der  erst e  Finger  his  zmn.  its 
(inf  dcr  A- Saite,aIso  his  znr  7 ^1'^ Lage  zu gieifen , 
ersf  dnnn  darf  der  i^J:  Finger  tnif  d  anf  seine n 
F/afz  niederfallen.  Das  Utngekeh rfe  findet  itn 
n'ar//sffoigenden  Takf  staff.  Hier  7nnss  der  ■it^Fin. 
ger  voni  fi  der  7^<1'>  Lage^  erst  anf  das  ^  der 
Lage  gleifen,  hevor  der  Ton  es  ge griff  en  wird.Zu 
heiden  Fallen  mass  aher  das  Gleiten  so  rnsch 
nnd  gese/iiekf  ausgefnhrt  werden,  dass  keine 
Zicisehennofe  h'orhar  ist,  sondern  das  0/tr  des  Zu- 
liorers  so  getauseht  wird,dass  es  den  ganzenRawn 
von  der  fief  en  znr  hohen  Note  nnd  nnigekehrt  von 
der  Jiohen  znr  tiefen  Note  gleicktnassig  von  dem 
lanfenden  Finger  durcJilanfen  glauhf. 


Andante. 
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^On  one  string. 
^//y  ciner  Saite. 
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Adagio  sostenuto. 

On  the  G.  string. 
Aiif  der  G-  Saite 


V 


CO//  molto  espressione.  ^ 


1  I 


4  3 


 2  1 


13    4  ^ 


3  4 
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atzz 
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p 
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— 1 — 1 

The  G- string  has  the  peculiarity  that  the  tone 
of  the  French  Horn  may  be  imitated  upon  it:  in  stu. 
djing  this  Etude  the  player  must  endeavor  to  produce 
thi«  effect.  The  strokes  of  the  shake  at**)  should 
not  be  executed  too  quickly. 


*^  Die  G-Snite  hnf  die  EigenscJiaft,dassmnn  anf 
derselben  den.  Kla/ig  des  Waldhorns  nachahtnen 
kanu-  heim  Stiidiimi  diescr  Caprice  strehe  man 
darnac/i.  Die  Trillemc/ilage  hei^^hna.ehe  man 
nic/it  zu  schnell. 


Keep  the  fingers  down.  Other  bowings  for  this  Ca. 
price  may  be  selected  from  the  46  bowings  for  trip, 
let  rhythms  given  in  my'Xrt  of  Bowing,"  pp.  J  9  and 
20. 

Allegro. 


19 

Finger  liegen  lassen.  Zu  dieser  Caprice  w'hhie 
man  anc7i  noch  andere  Stricfiarfen  ans  meiner 
^,Kunst  der  Bogenfuhrung"  von  den  46  St  rich, 
arten  fur  den  Triolen-RfiytJinius,  (sie7ie  Pag.l9 
H.  20). 
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Begin  with  the  up- bow.  Other  bowings  for  this  Ca. 
price  will  be  found  on  pp.  19  and  20  of  my  work  aL 
ready  mentioned. 


Allegro  moderato. 


Mit  dem  Avfstricli  zu  Tjeginnen.Auch  fur  diese 
Caprice  suche  7nan  aus  7neine?n  vorher  erwahnfen 
Wert  noch  andere  Stricharten  (Pag.  19  u,  20.) 


For  the  proper  execution  of  double  stops,  and  for 
stopped  fifths  as  an  aid  to  this  see  Preface.  For  the 
bo^\'ing  of  double  stops  see  my  "Art  of  Bowing,"chap. 
9.  p.  9. 
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Bez'Hglich  der  sicheren  Ausfnhrung  (lev DoppeL 
g^'f'ffo  nnd  der  HUfs^nitfel  des  Qui ntdopp  el  griffs 
sieJie  Vorwort.  Beznglich  des  Bogenstriches  hei 
Doppelgriffen  siehe  tneine  „Kurist  der  Bogen. 
fuhrnng^'  Cap.  9  (Pag.  9). 


Adagio. 

IT  iLf 

2 

ir-p ' 

17. 


^n^'      Fr.  ff.B.  Fr, 


T    ,  T 


^  g-B- 


T    ,    T    ,    T    ,  f 


0  3 
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For  the  clear  and  distinct  execution  of  double 
stops  with  the  assistance  of  stopped  fifths,  see 
Preface.  This  Caprice  should  first  be  played  slow, 
ly  with  whole  bows,  and  then  in  allegretto  tempo 
with  half  bows  near  the  middle.  Consult  my  "Art 
of  Bowing"  chap.  9,  p.  9. 

Allegretto. 


Bezi'/glich  der  reinen  und  sicJiereu  Ansf'uhyung 
der  Doppelgriffe  und  der  Anwendung  des  Quint, 
doppel griffs  als  Hilfsjuittel  dazu  siehe  Vorwort., 
Diese  Caprice  ist  zuerst  im  Inngsatnen  Tempo  mit 
ganzer  Bogenlnnge,  dann  im  Allegretto-Tempo  mit 
Jialhem  Bogen  in  der  Mitte  zii  stndiren.  Siehe 
auch  meine  „Kunst  der  Bogenfulirung''  Cap.9(Pag. 
9), 
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Allegretto. 

With  the  middle. 
Mit  der  Mitte. 
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See  my  "Art  of  Bowing'' chap.  11 :  Technical  de. 
velopement  of  the  wrist,  for  change  of  strings,with 
slurred  notes  p.  10.  Both  fingers  must  be  pressed 
down  simultaneously.  From  ♦)  all  three  fingers  pro. 
ducing  the  chord. 


Sielie  tneine  „Knnst  der  Bo genfuJirung^' Capitel 
11:  Die  Handgelenktechnik  fur  den  Saitenwecli . 
sel  hei  gel) nude nen  Noten  (Pag.lO).Bei  demelben 
heide  Finger  gleicJizeitig  anfzusetzen.  Von  *J  ab 
nllc  drei  den  Accord  hringenden  Finger. 


Moderato.     4  0 
2       _  i» 


20. 


1 

1)0     3  of 

t\  0    s  0 

m 

0-  -f^-  f 

9-  ' 

m 

m- 

■0-   i»-3  1 

r  r 

0-0  ■ 

f 

f  Cf  - 

TfT" 

3  •  0  # 

' — 

•  •  - 

— -  — -----1 

1 

-e  

g  J  ^  J  ^ 

J  ^ 

 ' 

M 

-4 

-  r  r- 

=  r  p  - 

—J  • 

— — 



13 

-  la 

J 

J 

P 

P  «    \*  * 

t-'O  0  J 
resc. 

L  0 

0 



m 

--m- 

m  ... 



-i» — 
4- 

V  

2  ( 

^  dif/ 

I. 

s 

2 

■0- 

0    0  J 

J' 

J  

1 

J- 

-0- 

r 

J . 

-  J- 

J  

— tfL 

m 

0 — 

i 

-.J 
1 

0  

0 

— i 

U  0  4 

0  0- 
0 

;4 

0  4 

9 

; — 0- 

'J 

1 

: — 0 

i 

i 

L 



25 
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First  practice  with  the  upper  third  of  the  bow  with, 
out  slurring.  Then  (a)  2  notes  slurred,  2  notes  de. 
tached;  (b)  2  detached;  2  slurred;  (c)  every  two  notes 
slurred;  (d)  2  slurred,  2  with  firm  staccato  with  the 
point;  (e)  2  slurred,  2  with  springing  staccato,  for 
further  particulars  see  my  "Art  of  Bowing"p.l7,bow. 
ing  45. 

Moderate. 


Zuersf  ohne  Bindnngen  am  obern  Dritt7ieil  zu 
'ube/ij  dann  a)  2  Noten  gehunden,  2  gestossen}  b)  2 
gestossen J  2  gebunden:  c)  je  2  Noten  gebundeny 
d)  2  gebunden ,  2  im  festen  Staccato  an  der  Spit  ^ 
ze;  e)  2  gebunden  und  2  im  geworfenen  Staccato 
(siehe  ineine  „Kunst  de?'  Bogenfuhrung^'  Pag.l7, 
Strichart  45). 
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To  execnte  this  Adagio  well,  consult  my  "Art  of 
Bowing,"  preface,  p.  2,  also  chap.  15,  pp.  25  and26,'on 
the  study  of  tone -production,  chap.  16, pp.  28  and  29, 
W  tonal- shading;  pages  30  to  35,'various  studies 
and  concertos  for  the  stud}^  of  tone  and.  style'.*)  It 
should  be  borne  in  mind  that  the  change  of  position 
in  legato  is  best  made  on  the  half- note,  as  this 
sounds  smoothest  and  purest. ##)  The  gliding  of 

the  supporting  finger  is  specially  marked  by  1  i 

2  I  where  the  intervals  are  to  be  connected. 


Adagio. 

7«  Position. 


27 

Bezuglich  einer  schonen  AusfnJirung  dieses  Ad^ 
agio  sieJie  tneine  „Kunst  der  BogenfUhrnttg"  Vot- 
wort  Pag.2;  ferner  Cap.  i5  (Pag.  25  u.  26):  ,,Das 
Studiimi  des  Tonziehens-/'  desgl.  Cap.  16  (Pag.28 
U.29):  „Von  den  Nuance ni'  Ferner  (Pag.  SO  his  SHy. 
„Verschiedene  fur  das  Ton-und  Vortragsstudium 
wichtige  beruh7nte  Etuden,  Concerte  etct'  Es 
wird  darauf  ai(finerksain  geinacht,  dass  7nan  im 
Legato  den  Lagenwechsel  a7n  hesten  auf  dc7n  hal. 
hen  Ton  ausfliJirt,  da  dieses  am  glattesten  und 
sauhersten  klingt.  Die  initgleitenden  St'utz, 

finger  sind  auch  flier  durch  i  i  2  \hei7nHin^ 

iiherziehen  der  Tone  hesonders  angemerkt. 


22. 
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See  my  "Art  of  Bowing','  chap.  11,  pp.  10,  on  the 
technical  develo'pement  of  the  wrist  when  changing 
the  strings  with  slurred  notes.  In  these  stops  both 
fingers  and,  from  #),  three  fingers  must  be  pressed 
down  simultaneously. 

Allegro. 


Die  HnndgelenTitechnik  fiir  den  Saitenwechselhei 
gehundenen  Noteri  (Pag.lO.  '^)Auc7ibeidiesenCrn'f^ 
fen  sind  heide  Finger  und  von  ^)ab  drei  Finger 
gleichzeitig  an fzu s etzen . 
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Before  practising  this  Caprice  it  would  be  well  to 
study  some  scales  in  octaves,  tenths  and  unisono- 
notes. 

Allegro. 

24.^ 
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Es  ist  vortheilJiaft ,  vor  dem  TTeben  dieser  Ca- 
price eitiige  Scalen  in  JJnisono  -  und  Decitnen  . 
Doppelgrijfen  zu  Tiben. 
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*)  Here  again  the  accompanying  supporting  fin. 

ger  is  specially  indicated  by  1  i  3  i.In  the  1-1^ 

bar  therefore,  the  first  finger  must  glide  to  thee  of 
the  G-  string  before  the  4th  finger  falls. 


*)  Die  mitgleitenden  Stutzfinger  sind  hier  wie. 

der  hesonders  durch  1  i  3  I  hezeichnet.  Deri. 

Finger  gleite  also  in  Takt  i  zuerst  auf  das  'e  der 
G-Saite^  bevor  der  4^^  Finger  niedei-f'dlU . 


25. 


Andante. 
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To  be  played  with  the  upper  third  of  the  bow. 

Allegro. 
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*^  The  I  must  be  held  as  firmly  as  possible.  Be 
careful  that  the  intonation  remains  perfectly  pure 
Avhen  the  l^t  finger  is  descending. 


*^  Man  halte  das  f  no  fcsf  a/s  )ndgUch  laidnch. 
fe  helm  Abw'drfssteigen  des  isten  Fin  gem  an f  rein, 
sfe  latonafion. 
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Allegretto. 
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Pay  attention  to  the  keeping- down  of  the  l^t^S^d 

and  3^.^  finger  Place  the  fingers  upon  the  strings 

simultaneously  and  see  my  ''Art  of  Bowing','  chap.U, 
p. JO,  on  managing  the  wrist  when  changing  strings. 

Allegro  assai. 

With  the  middle. 
Af/^  der  Mitte.  „ 
' ^  4  0  2  0  V-^  ^  o     4  0  0 


Man  oeachte  das  Liegenlassen  des  jsten ^  2t^Ji. 
if.  3t£iL  Fingers.  Finger  gleiclizeitig  aafsetzen. 
Siehe  ancJi  vieine  „Kunst  der  BogenfUhrungt^ 
HandgeletiktecJiniJc  fur  den  SaitenwecJisel  (Cap. 
11.  Pag.  10). 
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Endeavor  to  imitate  the  tone  of  the  organ,  and 
compare  with  my^Art  of  Bowing,"  p. 32. 

Grave. 

sostennfo.  V 

-°  ^ 


Man  ahtnc  den  Klang  der  Or  gel  nach.Man  ver_ 
gleiche  tneine  „Kunst  der  Bogenfuhrung''  CPag.32). 


Keep  the  fingers  down,  and  see  my"Art  of  Bowing," 
chap.  11,  p.  10,  on  the  technic  of  the  wrist  wiienchang. 
ing  strings. 

Moderate. 


Fingerllegenlassen.  Siehe  audi  meine  „Knnst 
der  Bogeiifuhrnng.  HandgelerMechnikfur  den 
Saitenwechsel  (Cap.  11.  Pag.  10.) 
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Martele  with  the  middle  of  the  bow.  Keep  the  fin. 
gers  down.  The  skip  over  the  intermediate  string 
should  be  done  skilfully  with  the  fore-arm  alone, 
without  the  aid  of  the  upperarm  and  shoulder.  See 
my  '!A.rt  of  Bowing." 

Allegro.  4 

30.  fe 


hn  Martele  -  Strich  in  der  Mitte  des  Bo  gens. 
Fingerliegenlassen.  Das  ITeberspringen  der  zwis- 
cJienliegenden  Saite  f'uhre  man  gescliickt mit dein 
Gelenk  und  dein  JJnterarm  aus,  ohne  den  Oberar^n 
und  die  Schulter  direkt  zu  hewegen.  (Siohe  meine 
„Kunst  der  Bo genfnJirung.") 
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Play  with  broad,  vigorous  strokes  with  the  upper 
third  of  the  bow.  The  slurred  notes  c  and  g  at  , 
which  may  be  stopped  as  fifths  by  the  third  finger, 
Jtre  noted  in  the  text  to  be  played  with  the  2£^__and 
3£4  fingers;  in  this  particular  case  the  stop  should  be 
taken  in  this  way  for  the  sake  of  practice,  the  more 
so  as  slender  fingers  find  it  harder  to  stop  fifths 
A\dth  the  finger  than  with  the  and  2nd.  in  all 
other  Cases,  however,  these  stops  are  always  t'^  be  tak. 
en  simultaneously  with  the  same  finger. 


Mit  breiten  nervigen  Striclien  ant  ohere/t  Driitheil 
aHsznf'uhre)v.  Finger  so  viel  als  moglich  liege  n  Ina^ 
sen —  Bei  *) finden  sicli  itn  Original  die  zu  bin  . 
denden  Tone  c  g,  ivelche  7nan  also  im  Quinfdop- 
pel griff  mit  dein  drift  en  Finger  zusamnien  greif- 
en  kann,  mit  dem  zf^n  und  3t<L>t  Finger  angegehe/i- 
der  Uehung  ivegen  fnJire  man  den  Griff  anch  ans- 
nahnisweise  Jiier  so  aus,  znmnl  d'unnen  Fingern  der 
Quintdoppelgriff  tnit  dem  3^t'^  Finger  viel  schwerer 
als  mit  dem  isfen  und  2iS.fi Finger  fdllt.  Sonst  sind 
derartige  Griff c  jedocJi  stets  mit  demselh  en  Finger 
zugleich  zu  hringen. 
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The  melody  must  be  well  emphasized  and  the  notes 
of  the  accompaniment  played  in  such  a  manner  as  to 
produce  the  effect  of  two  violins. 


Adagio  espressivo. 

sostenuto.  ^   ^ — . 

32.  ^te^^^ 


Die  Melodie  tniiss  gut  hervortreten,und  sind  die 
hegleitenden  Hot  en.  dernrt  auszitfuJiren^dass  man 
zwei  Geigen  zu  horen  glanht. 
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With  broad  strokes  at  the  upper  third  of  the  bow. 

Allegro. 


hreiten  Striehen  am  oheren  Drittheil 
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At  first  practice  with  broad  detached  strokes  with 
the  middle,  and  then  with  the  upper  third  of  the  how. 
To  acquire  a  good  detached  howing  see  my  ''Art  of 
BowingJ'  (chap.  3,  p.3). 


Moderate. 


*)  Zuerst  mit  hreitem  Detache  -  Strich  in  derMit. 
te,  alsdann  am  oheren  Drittheil  zu  uhen.  Veber 
Aneignung  eines  schdnen  J)etach&-^fricl>es  siehe 
tneine  ^yKumt  der  BogenfUJirung'^  (Ca^.S,  Pag.3). 
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In  this  Adagio  the  tone  of  the  organ,  should  also 
be  imitated. 


Mn/t  SHc7ie  aiich  bei  diesem  Adagio  den  Klang 
der  Orgel  nacfizunJmien. 


Adagio. 

soste/iuio. 
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Is  also  to  be  played  with  detached  strokes:  see 
note,  caprice  34. 

Moderate  assai. 

L 


Ehevfalls  mi  B^tache-  Strich  auszufuhren.  Sie^ 
lie  Aitinerkung  Caprice  34. 
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All  the  fingers  used  in  a  chord  must  be  simult- 
aneously pressed  down.  Other  bowings  for  this  ca. 
price  will  be  found  in  my  "Art  of  Bowing"  pp.23  and 
24,  where  37  bowings  for  this  caprice  are  shown. 


Smmntliche  zu  einetn  Accord  gehdrenden  Finger 
zugleich  aufzusetzen.  We  it  ere  Stricharten  zudie. 
ser  Cajjrice  entnehtne  inan  nieiner ^^Kimst  derBog- 
enfUJit'Hng^^  Pag.23  u.  24,wosell)st  7nan  zu  dieser 
Caprice  37  Stricharten  ver^nerkt  f  indet. 
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Arpeggio. 

*) 


a  =2; 


3: 


7J  S*- 


ST  77 


1^ 


a  =3 


sua: 


3"  3- 


27 


15. 


4^ 

-a 

-J 

=^ 

-J 

-J 

^  1 

■J 

y 

■0 

■  i 

-J 

L  1 

ARTIST'S  TECHNIQUE 
OF  VIOLIN  PLAYING 
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ARTIST'S  TECHNIQUE 
OF  VIOLIN  PLAYING 


h 

e.  C.  OOUNK 


CAJU-BDCHEK 


by  D.  C.  DOUNIS 


Op.  12 


"The  Artist's  Technique  of  Violin  Playing"  is 
intended  to  supplant  the  traditional  method  of 
acquiring  technic.  Dr.  Dounis  felt  that  the  old 
idea  that  technic  could  be  arrived  at  only  after 
long,  daily  repetition  of  various  finger  exercises, 
scales,  arpeggios,  bow  exercises,  etc.,  could  be  im- 
proved upon,  and  constructed  his  work  according 
to  an  economy  of  time  and  effort.  He  aimed  at 
producing  results  with  his  exercises  and  built  them 
with  the  solution  of  specific  technical  problems 
in  mind. 

The  object  of  this  work  is  to  indicate  a  method 
of  solving  all  the  problems  of  higher  technic  of 
both  hands,  with  the  least  possible  expenditure  of 
time  and  energy,  and  to  provide  definite  sugges- 
tions for  mastering  all  technical  difficulties.  In 
other  words,  this  book  aims  to  teach  tite  true 
method  oj  practicing. 

How  well  Dr.  Dounis  has  succeeded  in  his  pur- 
pose is  indicated  by  the  acclaim  of  those  who  have 
looked  into  his  book. 

They  say: — 

''Any  student  who  will  practice  the  combined  finger- 
stretching  and  sliding  exercises  given  in  'The  Artist's 
Technique  of  Violin  Playing'  for  15  minutes  a  day 
will  in  three  months,  have  gained  more  technic  than 
from  three  years  of  Kreutzer,  Fiorillo  and  Rode  .  .  . 
The  instantaneousness  and  nature  of  the  results  ob- 
tained are  simply  startling." 

Strad  and  International  Musician 

S-14 

CARL  FISCHER,  Inc.  •  new  york 


"This  is  a  new  edition  of  a  work  that  has  been  popular 
in  Europe  since  its  first  appearance  nearly  twenty 
years  ago.  Its  object  is  to  'indicate  a  method  of  solving 
all  the  problems  of  higher  technic  of  both  hands,  with 
the  least  possible  expenditure  of  time  and  energy.' 
With  numerous  suggestions  distributed  throughout 
the  book,  it  is  virtually  the  equal  of  a  period  of  study 
with  this  eminent  pedagogue.  Any  violinist  confronted 
with  a  technical  problem  should  not  be  without  it." 

Music  Teachers*  Review 

"As  far  as  analytic  and  constructive  technic  is  con- 
cerned. Prof.  Dounis  has  done  wonders.  Any  violinist 
of  attainment  will  immensely  benefit  by  the  study 
of  his  books."  The  Violinist 

"The  first  half  is  devoted  to  exercises  for  the  left  hand, 
including  shifting,  development  of  hand  and  finger 
muscles,  practicing  of  scales,  double-stop  playing, 
chords  of  three  and  four  notes,  harmonics  and  pizzi- 
cato. The  second  part  includes  typical  exercises  for 
all  bowings,  detache  8|Minging  bow,  martele-spiccato, 
accentuated  and  firm  legato,  thrown  bow  and  flying 
staccato,  thrown  and  springing  staccato  and  sustained 
legato.  The  inclusion  of  material  on  all  these  phases 
within  some  eighty  pages  of  text  is  a  marvel  of  con- 
densation and  understanding  of  various  problems  of 
the  player.  This  invaluable  companion  for  the  vio- 
linist has  text  in  English,  French  and  German." 

Musical  Courier 

"Prof.  D.  C.  Dounis  had  the  courage  and  ability  to 
offer  the  violin  world  the  first  real  product  of  the 
union  of  violin  art  and  science,  'Dounis  Violin  Peda- 
gogics,* and  it  is  a  magnificent  gift.  Every  violin 
teacher  should  know  at  least  his  'Artist's  Technique 
of  Violin  Playing.'  Professor  Dounis  is  a  living 
example  of  the  fact  that  divine  art  and  science  cannot 
be  enemies  in  a  great  man."  Etude 
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